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Foreword – To the Waters’ edge
Jill Chism

Held in before birth, yet it cannot be held. But holding,
it sustains. It flows through our bodies in a myriad of fine
streams, a smaller landscape like the one we arrive in.
Separate but not.
Flowing, like life, it is evanescent, in constant change,
sustaining living systems by pulling oxygen into its
depths. If held, it could stagnate.
Flowing too fast, it floods. Bearing powerfully, gorging
dry earth and we are toppled. Stirred and powerful it
destroys when it wants to.
Pulled by the moon: our inner streams and earths
oceans, water ebbs and flows, washes and dissolves,
wraps a rolling tumble, a long hiss and percussion of
hollow sound to the edge we are drawn to.
We are more of it than it is of us. Soaked, cleansed,
washed, quenched, refreshed, revived. A living element
within and without: more precious than gold.
In 2002 I commenced a series of public artworks and
exhibitions that focused on the natural elements. This
came about primarily because of my sense of a
deepening connection with nature aligned with the
study of ancient religions, for example Taoism and
the I Ching, which explore our spiritual connection
to nature and the cosmos. These ancient cultures
reflected in the Australian Aborigines’ notion of the
dreaming, understand the profundity and sacredness
of our position within nature/the cosmos/the elements.
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In 2006 I decided to place the element of water at
the centre of my art practice and research. This
mother of all substances is now the focus of increasing
debate through its diminishing supply and pollution via
increasing levels of toxic and other waste. A Creative
Fellowship in 2007 from Arts Queensland was the final
stimulation for the project Waters’ edge – creating
environments.
The title suggests that living at the waters edge, we
unwittingly or consciously co-create with nature, to
establish the kinds of environments we now experience.
It is at this interface/the waters edge where most of us
live, that we can create the most damage or do the
most good. Ironically with increasing environmental
problems we have a better understanding of Gaia’s/
natures preciousness and are more aware that our
actions have consequences for all1.
In the first stage of the project I worked on my own:
researching and creating work at sites on the eastern
seaboard and inland fresh water holes. These included
the Noosa Lakes system where I was an artist/tutor for
the bi-annual Floating Land and the North Kepple
Island environmental art project in 2007. I later worked
on Low Isles off Port Douglas as a Low Isles Preservation
society LIPS volunteer, where I created several artworks
and participated in a local exhibition highlighting the
history and environmental issues of that small coral
atoll. I created many works in areas near my home
including Oak Beach, Pretty Beach and Possum Valley
on the Atherton Tablelands. Later I experienced inland

environments at Riversleigh (a fossilized and ancient
seabed) and Lawn Hill National Park where works were
mainly documented on video.
The second stage of the project in 2008 involved the
participation of three regional galleries (Cairns Regional
Gallery, Perc Tucker Gallery, and Artspace Mackay)
and eight other artists from within those regions (Susan
Doherty, Tijn Meulendijks, Anthony Cuthbertson, Pam
Lane, Barbara Pierce, Tracey Heathwood, Ashley
Holmes and Ngaio Lenz). The sites chosen from within
the regions were Cape Tribulation and Cow Bay; Cairns,
Magnetic Island and Town Common; Townsville and
Cape Hillsborough and Broken River; Mackay.
The Waters’ edge project took the invited artists and
myself to the deeper blacker spaces of socio-political
issues, including the misuse of water. We reflected on
local and global issues of sustainability, the quality of
water and its usage. Some of the more potent issues
include the alarming accumulation of toxic and plastic
waste in earth oceans such as the ‘Great Pacific garbage
patch’, where 100 million tonnes of plastic circulates
in two vast linked areas of the Pacific Ocean.2 Locally,
water run off along the Queensland coast has significant
impacts on the reef and diminishing marine life. At the
same time, I developed a growing understanding of
water’s healing and therapeutic powers while others
explored the history of our habitation on its edge or
took a more personal approach.
Working with these other artists was an enriching
experience as we exchanged ideas and working

methods in both pristine and damaged environments
while sharing the vagaries of changing light, wind and
water and the presence of natural inhabitants: sharing
one site with a crocodile (Cockle Bay, Magnetic Island)
and others with a male cassowary and his chicks, (Cape
Tribulation), along with the E. coli at Broken River and
leeches and mosquitoes at Coopers Creek. Ironically
and tragically, two artists homes were flooded during
the project, Tracey Heathwood in Mackay and Pam
Lane in Ingham.
Aside from the regional galleries and the selected
regional artists, vital partnerships were formed with
the Environmental Protection Agency, particularly at
Cape Hillsborough and Broken River near Mackay,
local historians, such as Charlie McColl on Magnetic
Island, local conservation groups, the caretakers on
Low Isles, Louise and Steve Collier as well as Ed Pierce
bird twitcher at Town Common. Workshops were held
at Noosa, North Kepple Island, Cape Hillsborough
and Broken River. Two professional photographers
were employed. Jim Cullen for Mackay and Andrew
Rankin for Townsville to document the work at Cape
Hillsborough and Magnetic Island.
I invite you into the following pages which explore this
experience.
1. Sir James Lovelock coined the term ‘Gaia’ based on his understanding of
the earth as a super organism. His research on Earths atmosphere showed
that the biosphere has a regulatory effect on earths environment.
2. First discovered by Charles Moore, in 1997 and later researched Dr
Marcus Eriksen, the research director of the US based Algarita Marine
Research Foundation, founded by Moore.
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Cartographies of Sense
Beth Jackson

As Australians, we hold this vast continent in our minds
as a single place. We each build a rich and complex
picture, which holds together beaches and rainforests,
deserts and plains, rivers and farmlands. Punctuated
with iconic features like Uluru, the Snowy Mountains, Lake
Eyre, the Great Australian Bite, the Torres Strait Islands and
the list goes on, the picture encompasses enormous
difference and diversity. As Australians, we are acutely
aware of the vastness of this country and the smallness
of our population within it. Somehow these environments
play an active role in collectively shaping who we are.
Strangely though, this vast and diverse continent is
also extremely fragile. While our romantic imaginations
might envisage a rugged wilderness, the reality is that
200 years of European settlement has made dramatic
and devastating impact. But unlike Europe itself where
centuries of human habitation have sculptured every
aspect of land and waterway, the Australian landscape
offers an incredible contemporary story of before and
after. We are able to measure the effects of our presence
on the environment, even if we are at a loss to know how
to mitigate them.
This dialogue between before and after, between
absence and presence is central to the art practice of
Jill Chism. The Waters’ edge project focuses on water as
that invisible film which binds us to the environment. Water
is in our bodies, in our atmosphere, in the ocean, under
the ground. In the dry Australian continent, water is our
most precious resource. It is the connective tissue, the
capillaries, veins and arteries which course through the
continent from the coastal wet tropics to the dry interior,
4

from alpine mountain regions to seasonal wetlands. It is
the locus of our cities and settlements, our homes and
industries, our farming and food production. Water is life
– the catalyst for growth, energy and exchange.
Water is captured, extracted, treated, utilised and
consumed, and then passed back into the environment.
Water then, in some sense, goes beyond the dualisms of
absence/presence, before/after. Rather, water may be
understood as a limit, which contains the duality, through
which we perceive not a definitive separation but an
active difference. Water is not only our personal means
of survival, but also the wider environment’s – the flora
and fauna with which we share this country. Now, with the
impacts of global warming, the effects of our presence
reach beyond our physical occupation and proximity,
taking on a magnitude, which touches the most ‘pristine’
places. The Waters’ edge project plays at the sites of this
environmental limit – a breathing, flowing, tidal, living,
evaporating shoreline.
We now know that Australia will experience some of the
most severe impacts of climate change. Rising sea levels
threaten 90% of the Kakadu wetland system. Rising sea
temperatures threaten the entire Great Barrier Reef. The
costs of mining, due to the reduction of water availability,
and the very viability of agriculture from wheat and
livestock to winegrowing and horticulture is looming large
in Australia’s future. We need, so urgently now, to change
– to sense ourselves differently within this country.
Jill Chism’s art practice heeds this call on a most personal
level, attempting to reconfigure subjective space. Her

site-specific, temporal installations explore an ethicalaesthetic language, which examines the duality of
human absence and presence within the environment.
Subjectivity, personal and collective, is approached
as a type of cartography, a composition of references
- cognitive, mythical, symptomatological references –
which position us as subjects in relation to our affects and
anguishes, and orients our drives and inhibitions. These
installations confer a function of sense and alterity to the
perceived world. A natural environment or site becomes
inscribed with territorial signs, revealing and releasing
layers of habitation.
Within this autopoesis, the signs and signifiers of language
lose their denotative function, (what they are ‘about’)
and retain only their expressive function, (their relation to
sense, what they ‘are’). For example, the words ‘preserve
conserve’ on the shoreline of Cape Hillsborough become
the salt they are written in and resemble another
creature’s patterns of habitation, like soldier crabs or
wading birds. We are positioned, not in a chain of
signification, but rather in the actual food chain. Salt, once
the foundation of our food production and consumption
as basic preservative, is now that which threatens its very
means, rising through the soil as a contaminant. Washed
out to sea the work is reclaimed and dissolved.
In other installations, the signs of our consumption are
only too persistent. In the series of Trace works, Chism
collects the rubbish and detritus of plastic refuse washed
up along even the most remote beaches. Bar Code for
Cape Tribulation, arranges the random detritus into the
codified form of a supermarket bar code, indexing the

site to the invisible capitalist economy, which envelops it.
Waste, and our relationship to it, is not just an economic
matter. How society deals with waste is central to its
political and ethical relations. The social body maintains
health, prevents disease through the correct disposal
of waste. The effects of our waste – emissions, run-offs,
rubbish, byproducts, and so on – are the lingering signs
of our presence, now ubiquitous and dangerous.
But just as our own bodies have the capacities to
self-heal, so too Chism’s work points to the systemic
power of ecosystems to rejuvenate and regenerate.
Her installations based on acupuncture practices for
degraded sites – Chi for Gaia at Cape Tribulation or
Earth Rods at Radical Bay and Cockle Bay at Magnetic
Island - celebrate the underlying patterns, the inherent
resilience within environments to recover and adapt.
In the beautiful complexity of nature, someone’s waste
product is another’s tool or food. Waste is a question
of perspective. Poison is never wholesale. If we could
better sense the effects of our presence we may better
facilitate protected spaces of absence. If we could
better sense the processes of nature which invisibly
support us – water and air filtration, crop pollination,
renewable energy systems, materials which store,
materials which recycle – we might better sense our role
within the world. Chism’s ephemeral inhabiting of these
remote landscapes, gifts them to us as art – a deep part
of our Australian imagination. A tremendous creative
collective effort awaits us. And our place might yet be a
harmonious one.
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Drink in
Jill Chism

Noosaville Park, June 2007.
Demolished taps, plastic and ply.
Photographs by Jill Chism, Zenstick and Tony Wellington

Mine

Jill Chism
An island on Noosa’s Lakes.
Waste gathered in two hours by ‘tinny’ to make an artwork.
Photographs by Zenstick
At the beginning of the Waters’ edge project,
I was invited by Noosa Regional Gallery to
participate
in
the
2007
Floating
Land
as a tutor. Here I worked with a number of participants
while creating site-specific art works. In 2007 Noosa
Regional Gallery1, chose to run the workshops in a park
central to Noosa Village.
One of the obvious aspects of this site was its
insignificance and blandness in contrast to the near
opulence of many large architecturally designed
homes (just across the water way). Thematically it was
impossible to ignore how development has impacted
on nature. There is also its off-spin of excess waste. Drink
in and Mine were created from this central theme.

in the built environment has resulted in the erosion of
natural habitat and an increase in garbage and waste.
The materials for Drink in which implicated the vast
waterways of Noosa were from plastic gathered from
the Queensland Coast and discarded taps which I
painted. Mine was created directly from a collection of
plastic jetsam and other detritus from the water-ways.
It was collected by boat that morning. It is interesting
how we don’t claim waste but we do want the original
product.
1. In previous years the Noosa Regional Gallery used more untouched
natural sites for Floating Land but was unable to secure permission for
those sites in 2007.
Images:
Page 6 – Composite images of Drink in and Mine.
Page 7 – Drink in.

Drink in is an invitation to intensely inspect the
Noosaville surrounds and its implications for the each
of us: how an emphasis on comfort and consumption
7

Footprints
Jill Chism

Low Isles, Great Barrier Reef in September 2007 using discarded shoes.
Photographs by Jill Chism, Christine Eyers and Lenore Howard
Themes include the ‘footprint’/marks we make on
the planet/our carbon footprint and the ‘shoes of our
circumstances’/life choices and social conditioning.
My involvement as a volunteer for the Low Isles Preservation
Society commenced with information sessions including
volunteer activities. One of the outstanding facts about
Low Isles, a small coral atoll in the Great Barrier Reef, is
that during the peak season 300 tourists a day, land on
the island which can be circumnavigated by foot in
about 15 minutes. This astounding amount of people at
first invoked alarm about the possible damage caused

to the fragile reef systems. However extensive monitoring
processes are in place including education of tourists
on all in-coming tourist boats with L.I.P.S. volunteers
supervising activities in the near vicinity of the island.
Zoning maps by the Great Barrier Marine Park Authority
also outline permissible activities in the greater area.
While the impact of increased diesel exhaust or spillage
and the effect of sunscreens, repellents, deodorants and
increased waste were not being measured, Low Isles
is still a positive example of what can be achieved by
education, monitoring and zoning laws.

Coral grave for William Hannah
Jill Chism

Low Isles. Coral, driftwood and empty bottles of alcohol left on the island.
Photographs by Jill Chism
The names William, Hannah and Jane allude to the solitary
historical figures of the lighthouse keepers and their wives
who ‘wore’ the footprints of their notorious circumstances.
William Hannah, assistant lighthouse keeper disappeared
in the early 1900’s following a fight with the head keeper.
Heavily intoxicated and enraged Hannah left in a small
boat in the middle of the night for Port Douglas with two
of his seven children and a crate of whiskey. He vanished

until three years later three skeletons were found huddled
together at Cape Flattery, believed to be the victims.
Ellen Hannah was left with no income and the remaining five
children. Her life seemed to also disappear exemplifying
the lot of working class women of the time.
Coral Grave also issues a warning about the potential loss
of the Great Barrier Reef through our carelessness.
Images: Page 8 – Footprints. Page 9 – (a) Footprints (b-d) Coral grave.
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Cabbagenut palms
Jill Chism

North Kepple Island September, 2007.
Cabbage Tree or Livistona Australis fronds on Coconut Tree.
Photographs by Jill Chism
North Kepple Island is an education centre; the only
island based education centre off Australia’s east
coast. In some small way the current positive use of the
site balances the dreadful massacre of the Kanomi,
whose bones are rumoured to lie beneath significant
middens, evident on particular beaches. Significantly
there is knowledge of only two people remaining from
this Aboriginal group within the larger Woppaburra
Tribe of the Kepple Islands and surrounding country.
The term Cabbagenut is a compilation of cabbage
tree and coconut palm.

To maintain the original make-up of the island, an
eradication program is in place for introduced plants
and animals (such as coconut palms and possums).
From this evidential material I created a hybrid tree
plantation, which I decided was a cross between the
cabbage tree and coconut palm. Carefully oiling and
placing stripped cabbage tree fronds as a buttress for
the targeted coconut trees suggested protection for
the trees. It was also a way of articulating the ironies in
the islands history and highlighting shifting ideas about
what is considered ‘precious’.

The idea to work with coconut palms and the fronds of
the cabbage tree/Livistona Australis arose when it was
explained that the old coconut palms at the centre
were to be destroyed (as an introduced plant species).
The island sustains significant crops of ancient cabbage
tree palms/Livistona Australis, which are protected.
The eradication of the old coconut palms lead
to questions about the shifting ground of what is
considered ‘precious’. For me it represented a kind of
irony. When once our ancestors introduced cattle and
eradicated the original people and their way of life, the
Environmental protection Agency now preserves and
maintains original eco-systems that make up its rich
natural environment.
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Trace

Jill Chism
Oak Beach 2008.
Plastic flotsam and jetsam.
Photographs by Jill Chism
This work uses existing plastic and other flotsam and
jetsam as the basis of a series of small works. The cliff
end of Oak Beach, where I live, was the site for this
work because of its geological formations including
significant seams of quartz along with conglomerate
and strata rocks.
The environmental artworks created under the title Trace
make reference to the origins of the vast amounts of
washed up material, primarily plastic and its integration
or lack of into the landscape.
The title Trace implies that we can barely see this
form of litter, because of its ability to integrate into the
environment once pummelled by the sea and the
elements. Alternately we are blind to it because detritus
from the built/man-made environment is expected or
common place.
Plastic now forms its own seam along the eastern
seaboard where I collect it daily to discard or recycle
as artwork. After sorting it into colours, I often arrange
the colours so that they blend like a rainbow. I do this as
a reminder of the parley between its original or current
attractive qualities and its ugliness. It is both attractive
and repulsive.

Ian Kiernan who first started Clean up Sydney Harbour
in 1987 and eventually inspired Clean up Australia day
and World Environment day. After competing in the
BOC challenge (solo round the world yacht race) in
1987 and seeing the vast volumes of plastic ‘at that
time’ floating around in the oceans he was inspired to
do something constructive.
So the theme Trace includes the idea of examining the
impact of these introduced items: how they impact
on sea animals such as turtles, which eat plastic
bags mistaking them for jellyfish. Or dolphins, which
perish in the numerous coastal shark nets in Southern
Queensland for example. (See 2006 report to the
minister for the environment1).
In a report to the Minister for the environment it was stated
that 13% of flotsam and jetsam that comes from fishing
vessels and the 73% of litter from land based plastics.2
There is an irony in that we can now determine the
movements of ocean currents by observing languages
on discarded plastic. In a prior exhibition in 2005, a
curator who had worked in Indonesia recognised items
within my collection as coming from there.
1. Independent Report, ‘Australia state of the Environment, 2006’ to the
Commonwealth Minister for Environment and Heritage.
2. Independent Report, as above.

While living close to the beach was the formative
reason for making these works, I was also inspired by
13

Barcodes for Cape Tribulation
and Cow Bay Jill Chism
Cape Tribulation and Cow Bay in the Daintree
Rainforest area November 2008.
Black plastic from Cow Bay on discarded foam core.
Main photograph by Jill Chism
Barcodes are a familiar device for pricing objects.
In this series of works black plastic gathered from the
pristine areas of Cape Tribulation and Cow Bay were
created into an oversized barcode. It was subsequently
propped to form the bottom corner of an elongated
landscape photograph playing off the ideal ‘tourist’ or
‘nature’ image.
Obvious questions posed by the work are: will
everything eventually be sold? What is the price of the
accumulation of vast quantities of waste, especially
plastic across the planet? How can we protect these
eco-systems so they wont be sold out?
Inherent in the work is the problem of labelling. Labelling
categorises and defines. While this is natural, as we
need to ‘know’ it also means we can sometimes fail
to see and feel the essence and beauty of nature and
ourselves as an organic and sensory being. Often when
we go to areas such as the world heritage listed Cape
Tribulation National park a guide or signage describes
everything. By having an intellectual understanding of
what something is we feel separated from it rather than
part of the environment.
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Preserve/Conserve – an invocation1
Jill Chism

Created at Cape Hillsborough national park in August 2008.
Using sea salt and drilled PVC pipe.
Main photograph by Jim Cullen
This work is similar to a mandala2 in that it is impermanent,
repetitious and made of natural materials. Words are
repeated like a chant inviting intervention ‘preserve
conserve’ and the repopulation of disappearing
marine life.
Preserve, conserve invokes reflection on our relationship
to natural resources. We have a dependant relationship
with the sea, while her resources and systems are rapidly
depleting.
Swimming or immersing ourselves in the sea our bodies
are energised by the positive ions contained in salt.
But like the great oceans that connect the planet’s
landmass, we are not separate from other people
and their attitudes and acts. From an environmental
perspective it is well known that what happens to
the environment in the near vicinity affects people
everywhere.3
In the work the text lists marine species that are
endangered or have mysteriously fallen in population
numbers from Mackay to Cairns.4
For Cape Hillsborough these species include in particular
the flat back turtle, and species of sharks and whales
including the grey nurse shark and the hump back
whale.5 Other marine species under threat6 include the
dugong and various species of dolphins and stingrays.7

My work also mentions the Juibera people of Cape
Hillsborough who disappeared after European
colonisation and whose life was more integrated with
natural cycles and movements. Contemplating the
evolutionary beginning of life in the sea, there is also a
personal reminder of my own beginnings in my mother’s
womb/waters, hence the inclusion of my mother’s and
my father’s surname, Biggs and Chisholm.
1. An incantation used to invoke a deity or the supernatural. Used here to
invoke awareness of the earths fragility and the need for our attention to it.
2. Denotes a circular figure representing the universe in Buddhist and Hindu
symbolism. Often the symbol is constructed using impermanent materials/
pigments as a ritual or meditation then the piece is swept away. 3. Reference
here James Lovelocks Gaia Theory, where he used testing to show how the
atmosphere on one side of the planet is affected by events and pollution
on the other side. Also referenced in Tim Flannery’s concept of an aerial
ocean in ‘The Weather Makers’. 4. The Australian State of the Environment
2006, estimates that 30,000 tons of seafood, are taken out of the ocean by
5 million people in Australia each year. It also notes species on the decline
in the North Queensland coastal region. Birds include the Curlew Sandpiper,
the Black Tailed Godwitt, the Golden Plover and Double banded Plover, the
Terek Sandpiper. Animals include the Hump Back Whale, the Dwarf Minke
dolphin, Bottlenose dolphin, Spinner dolphin, the sperm whale and various
other whales. 5. Listed under the Environmental and Biodiversity Protection
Act 1999. 6. A report by the CSIRO: ‘CSIRO Land and Water - Regional
Priority Setting in Queensland’ by Stefan Hajkowicz in July 2002 lists eight
threatened plant species, 12 threatened Marine and Pelagic species and
10 Terrestrial animals as threatened. Page 27. 7. As seen in the shark net/
control program, amendments to the list in the act above in ‘Advice to
the Minister for the Environment and Heritage’ from the Threatened Species
Scientific Committee (TSSC) 21st March 2005 on page 4.
Images:
Page 18 – Detail from Preserve/Conserve – an invocation.
Page 19 – Chi for Gaia #l by Jill Chism.
Cape Tribulation November 2008.
Acupuncture needles.
Photographs by Jill Chism
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Chi for Gaia #I
Jill Chism

Cape Tribulation Beach November 2008, main photograph and various locations.
Acupuncture needles.
Main Photograph by Jill Chism
Traditional medicine has its historic roots in the natural
environment. Hippocrates the father of modern
medicine (circa 460-377BC) recognised that the
environments effect on people was central to an
individual’s health diagnosis. We now know that people
also affect the environment.
Elemental forces exist both in nature and in man,
a synergic and symbolic relationship that we are
becoming more aware of with climate change and
other current environmental shifts.
The principle of Acupuncture, around 3000 years old
is based on an understanding of how life force Qi/
Chi moves through living objects. Sites on the body
are selected to harmonise imbalances by applying
fine copper or steel needles that conduct electrical
impulses. These redirect the flow, correcting and
strengthening where and how energy moves.

a line through a single natural object or corresponding
elements.
The sites chosen for needling varied from an ex-military
exercise site during WW2, the dam at Possum Valley
on the Atherton Tablelands, to the delicate mangrove
systems on Cape Tribulation beach, which is world
heritage listed.
The Possum Valley site had been bombed and cleared
and there was still a sense of a military presence. It
made me reflect on the damage to nature created
worldwide through wartime activities, currently in places
like Afghanistan and Iraq or previously through the
napalm bombing in Vietnam and Cambodia during
the 1960’s and 70’s.
My idea was to experiment with the idea of enhancing
existing micro environments with more Chi/Qi, so that
nature could recover and flourish.

This understanding inspired me to experiment with using
acupuncture needles in the landscape.
Placement was based on first identifying a site and
then observing a micro aspect within the site that
was depleted or could be enhanced. Artistically the
placement of needles also drew attention to nature by
either creating a frame around small sites or by drawing
21

Chi for Gaia #II
Jill Chism

Cockle Bay, Magnetic Island, October 2008.
Copper pipe and rods.
Main photographs by Andrew Rankin and Jill Chism
Creating a series of copper rods at human height was
inspired by the practice of Geomancy.
Geomancy comes from the word geomanteia and
literally translates as earth divination. Geomancy
recognizes the influence of the earth’s currents and the
potential impact of humans, animals and living objects
upon it. This practice also recognizes that living objects
contain chi, which loosely translates as energy or
life force.
The practice of Geomancy can involve the use of
copper rods to balance disturbances in sites under
the influence of geological fault lines, negative human
interactions or chemical and other forms of pollution.
These imbalances arise in landscapes as well as our
living and working environments. Places can also
contain memories of events. The earth contains
energetic pathways1 and within these there is much
evidence of geopathic stress, (disruptions in the Earth’s
electromagnetic and gravitational fields). There is also
much evidence to suggest that copper rods are useful
for healing stressed environments.2
Geomancers use rods, among other tools, for curing
these disruptions. They are used following divination
on house sites to enhance positive chi and dispel
negative chi.

The creation of 20 human sized rods represents us as
individuals and the potential impact or ‘mark’ we make
on the earth. It represents our one-to-one encounter
with nature, the figure within the landscape. There are
12 rods for the 12 meridians or energetic pathways,
which pass through the body, on which Acupuncture is
based and 8 extraordinary pathways that are said to lie
in the etheric field around the body.
On Magnetic Island, I placed the rods in the following
three sites: the water pipe that comes from the main
supply in Townsville where the rods were placed on
either side. Interestingly, without knowledge of my work
and unprovoked, someone from the island remarked
that the water had tasted foul but that it tasted sweet
that day.
I also used the copper rods in the same manner at
Rockingham Bay. The rods were placed at the foot of
a magnificent outcrop of rocks at the Northern end
where there is an abundance of Norfolk pines. At that
time a large resort was undergoing construction.
The main image shows the copper rods at the third
site Cockle Bay where a mangrove system had been
destroyed to create a road.

continued over...
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Other sites shown include Pretty Beach, ‘where the
rainforest meets the reef’ in an area immediately south
of Port Douglas. Again the 20 copper rods were placed
between reef and shoreline.
The purpose of placing the rods in this location relates to
the proximity of the reef which has allowed easy access
and consequent stress on the fragile environment.
By placing the rods between the reef and the shore I
am creating a ‘Geomantic cure’.
1. Alfred Watkins first raised the idea of Ley Lines, in the West in his book ‘The
Old Straight track’ in 1925. Ernst Harmann is well known for his discovery of
the Hartmann grid, a grid of earth based electromagnetic rays. He created
a report showing the effects of geopathic stress on humans. Also Paul
Deveraux and Tom graves measurement of ELF – Extremely Low Frequency
range in sites in England within the Dragon Project of the 1980’s.
2. Copper cures are used by Geomancers and are said to work in the
same way as a tuning fork. That is the vibration of the tuning fork will change
the vibration of the instruments around it, which is called resonance.
Geomantic cures create resonance, using copper, (which is also used by
electricians to earth domestic electricity boards). ‘Many experiments, (by
Geomancers) have successfully used copper coils to correct inharmonious
electromagnetic fields,’ which are brought back into harmony with the site,
the earth and the human body. ‘Geobiology’, Anthony Olsen, Australian
College of Environmental Studies.
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Glass steps
Jill Chism

Broken River, Eimeo/ Mackay and Coopers Creek at Cow Bay/Daintree Rainforest 2008.
Thirty etched glass mirrors on foam.
Photographs by Jill Chism

The main photograph for this work was taken at
Broken River west of Mackay. It is a national park and
at the time the water contained dangerous levels of
E. coli. The surrounding area was mainly dairy farms
and much of the vegetation along the river had
been cleared.
The work was both about drawing attention to the
large quantities of E. coli present as well as suggesting
solutions and possibly a cure.
Consisting of a series of thirty, 20cm x 40cm mirrors,
which float as continual steps across the water from
bank to bank, the work metaphorically suggesting a
way to cross without having to fall in. But of course one
has to tread carefully because we are walking on glass.
We are also being reflected in it.
Key sandblasted words on each mirror spelt out the
chant: pure, clean, flowing, inner source thankyou. On
five of the ‘steps’ each individual word is also covered
by related script of a more personal nature, this time
using a drammel.
The concept makes reference to the work of
Masaru Emoto1, whose ground-breaking observations
and testing of water showed its ability to copy information.
He showed how water changed and adapted to

energetic vibrations and particularly to sound vibrations.
By saying the word thankyou, for instance Emoto showed
that the structure of the water changed.2 His studies were
based on photographs of ice crystals, which were snap
frozen from water samples. Changes in the water also
occurred when positive words were wrapped around
bottled water.
Emoto’s theories have prior evidence in the field of
Homeopathy as tested by the French Scientist Jacques
Benveniste in 1988.3
The text then is an invocation for the polluted river to
become clean and pure as a friendly habitat for
humans, the platypus and other creatures and birds
that live there.
The mirror not only reflects ourselves but also reflects the
sky as an invocation to bring rain to flush and disperses
the E. coli downstream.

continued over...
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The work at Coopers Creek in the accompanying
photographs was not far from the ‘Blue Hole’ a local
swimming place known to be a sacred women’s site.
The Cape Tribulation area in contrast to Broken River
is largely protected however the impact of humans
living in the area and swimming in the water hole is
affecting the pristine quality of the water. There is also
a substantial amount of discarded rubbish deposited
daily in the near environs.

1. In such books as ‘The Hidden Messages of Water’ Masaru Emoto, Beyond
words Publishing 2004 translated by David A. Thayne.
2. He also noted that there are ‘fascinating differences in the crystals when
the water is shown different words, such as ‘gratitude’ or ‘stupid’.
3. Benveniste diluted a medicine with water until it was no longer detectable
by clinical means. He then discovered that this dilution had the same
effects on patients as the undiluted medicine.

29

A collaborative process
Jill Chism

One of the most compelling aspects of the second
stage of the project was the engagement with other
artists in primarily pristine and protected sites along the
eastern seaboard. The camaraderie and stimulation of
ideas around the campfire or over a bottle of wine,
the logistical issues of transportation of things to site or
understanding needed of the specifics of the tides/
nature’s cycles united all of us in a productive and
heartfelt exchange of ideas, practicalities and working
processes.
We were conscious of connecting with the primary
experience of immersion in nature. It made us aware
of the first Australian Artists: the Aboriginal people
who honoured the Dreaming of the land. We also felt
the connection to the early European artists camps.
Following this tradition we stayed and created work
in these primarily pristine environments while being
acutely aware of contemporary environmental
issues, especially in relationship to water. Some of us
found that being in the presence of the natural world
encouraged an openness of older territories of the self,
an expansiveness which is expressed by the intangible
and numinous. This sense of spaciousness and yet
connectedness, became the palette for some of our
individual discoveries.

there, being curious: Understanding connectedness
and locational identity”. She encourages “treading
lightly toward the compelling realm of the shaman:
reading the signs, finding the patterns, witnessing the
elemental exchange and evoking powerful messages
of healing: mending the shore, the trees, the water.”2
With these thoughts I encourage you to explore the work
created by the artists from Cairns: Tijn Meulendijks and
Susan Doherty, who worked with me at Cape Tribulation,
Coopers creek and Cow Bay; Townsville: Anthony
Cuthbertson, Pam Lane and Barbara Pierce /Magnetic
Island and at Town Common north of Townsville city,
Mackay: Tracey Heathwood, Ashley Holmes and Ngaio
Lenz at Cape Hillsborough and Broken River/Eungella
near Mackay.
1. Kwon, M, One Place After Another: Site-Specific Art and Locational
Identity MIT Press 2004, p69. 2. Susan Reid, Arts writer and curator, Cairns.
Images:
Page 30 – Map Image shows sites of environmental art in second stage.
Clockwise from top left: Tijn Meulendijks, Susan Doherty, Ashley Holmes,
Tracey Heathwood, Ngaio Lenz, Jill Chism, Anthony Cuthbertson, Barbara
Pierce, local historian Charlie McColl and Pam Lane.
Page 31 – (a) West Point (b) Cockle Bay (c) Cape Hillsborough.

Susan Reid speaks of the present as being “A time for
artists to explore the invisible forces that pattern human
and environmental existence.1 (Because) artists excel
at paying attention to what is there and what could be
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Work no 1

Tijn Meulendijks
In rainforest on the banks of Coopers Creek, Cow Bay.
Forest floor and decomposable string.
Main photograph by Jill Chism
The first work reflects the site in which it was created:
the rainforest and its ecosystem.
The cycle of growth involves germination growth,
flowering and decay as finally the leaves fall to the
ground. This continuity is demonstrated in the work
through the constant movement of winding and the
multiple amounts of forms that the work consists of.
These forms are no bigger than a handful of forest litter
each. Therefore, they are connected to the size of my
hands, and my labor. For me this is an important part of
the process: where an intimate relationship is created
with my material. Intimacy is the basis of the form: the
nurturing and warmth of the bundle, expressed also in
wrapping and the notion of a cocoon. In the past when
I lived in Europe I also created work with the forest floor.
So this work has strong personal associations with my
life in the Netherlands, where every year I made many
long walks in the autumn forest. The primary purpose
of the walks was to be within and perceive nature
although I also felt a strong melancholy and mood.
These experiences have had a strong influence on my
work in general.
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Work no 2

Tijn Meulendijks
Deserted farmland, Cow Bay. ‘Blady Grass’
(Imperata cylindrical) decomposable string.
Main photograph by Jill Chism
By applying the same working method, I have created
a strong connection with the first work. However a vine
that grows on the location and performs a similar
winding action was an essential influence to the
process.
I firstly observed the contrast in material: decaying
matter existing with living plants: the themes of
life and death, which are prevalent in nature.
Therefore both this work and the work using bundles
of leaves are applicable to our own wrapping directly
after our birth and death. The first work will decompose
over time, the bundles will fall apart, and the leaves
will randomly scatter again. The second work will
disappear as new growth takes over. So the work only
temporarily changes the form of the plant. Over time
nature will return both sites to their original condition.
There is also a contrast to the chosen sites: undisturbed
rainforest versus a field of invasive weed.
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At the ebb and flow of the intertidal zone
Susan Doherty

Cape Tribulation Beach, November 2008.
Recycled cloth.
Photograph by Jill Chism
Surrounded by a city of loops this amazing world of
above ground roots has fascinated me forever. I have
marveled at their mechanism for adaptation and
survival.
Mangrove plants are unique in character, they support
abundant life and grow in such difficult but dynamic
circumstances. Mangroves deserve accolades for
their special support to the interface between marine
and terrestrial environments. Mangrove plants are both
nurturing and assertive to abundant life, providing a
safe haven and a nursery for a variety of fish, birds,
crustaceans, and shellfish. Their powerful root system
collects sediments slowing the water’s flow, helping to
protect our coastline and prevent erosion.

lives. Choosing the central piece on this stage I have
endeavoured to emphasise the intense beauty of their
sculptural form.
There is the majestic swing of those long seductive
limbs, intertwined in a graceful dance of play caught in
a frame of time and beauty, misunderstood and often
brutalised. They stand in defiance powerfully superb,
intertwining ecological complexity I hope forever.

The essential need of mangrove forests to our coastal
waters is indisputable with all existing mangroves finally
now protected.
Standing at the end of Cape Tribulation Beach I gazed
in awe at the stage of flirtatious and emotive beauty,
which has a power and strength to overwhelm. I
asked myself what can I do but embellish this stage
of unparalleled beauty, adorn, dress them up for a
Gallery night out.
This magically stilted world that is neither tidy nor static
has been wrapped. Using old cloth from other peoples
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Genetically coded
Susan Doherty

At Coopers Creek, Cow Bay.
Recycled cloth.
Photographs by Jill Chism
The Circle is equated to the universal symbol of the
‘cycle of life’, representing both the conscious and the
subconscious. The circle is synonymous with infinity with
no beginning or end; circles are everywhere.

focused and mindful play. By wrapping river rocks with
discarded fabrics from others’ lives I have implicated
other ‘nests’ while adding symbols within the circles to
evoke my personal ‘nest’ in my present life’s voyage.

Circles are creatively evident within all life forms
both physically and metaphorically circles and
cycles surround our 360 degree worldview, from the
magnificence of the full moon to a young women’s
breast to the intricate formation of nature’s nests.
One whose life emanates from their own circular
nest is the shy and unfortunate looking Freshwater
Catfish Tandanus tandanus. A lover and a
homemaker in our North Queensland crystal clear
water.
The catfish are diligent and ardent protectors of their
nest when eggs or a newly hatched brood are present.
The complex simplicity of the constructed nests can be
up to two metres in diameter and are made from small
stones laid in formation with precision and perfection
that triggers off a feeling of wonderment and joy in
those fortunate enough to witness this natural art form.
While visiting their habitat, I have been inspired to
collect, design and construct my own nest in my
own whimsical way. The work has been created with
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Bottiger’s hut

Anthony Cuthbertson
In Nelly Bay, Magnetic Island, October 2008.
Foam, straw, wood and corrugated iron mounted on an aluminium boat tender.
Main photograph by Andrew Rankin
Mr Otto Bottiger, a retired bank manager, built a oneroomed cottage – an unpretentious hut, complete with
thatched roof – on a sand dune at the North-Easternend of Nelly Bay beach, Magnetic Island, about 1920.
An old photograph of the hut shows Mr Bottiger and Mr
Bright in front of the hut, with one of the men sitting at
ease in a chair.
Our Island Home, which was a very popular holiday
resort at Nelly Bay, as well as Bright Point and the
wreck of the Presto can be seen in the background.
This photograph captures the essence of how we
perceive paradise.
Towards the later stage of the hut’s existence, the
mouth of Gustav Creek was rerouted. As a result, the
sand dune that the hut had been built on was washed
away. At high tide, the hut appeared to be floating.

located. The Nelly Bay ferry and barge terminal are
also located in this vicinity.
I also hoped to create the impression of the hut as a
phantom from the past juxtaposed against these current
overwhelming buildings. By floating the replica hut
against this backdrop of modernity, I aimed to evoke a
sense of nostalgia, as well as to pose questions about
what we collectively seek, what we collectively achieve
and what we collectively lose.
Images:
Page 42 – Photograph by Andrew Rankin
Page 43 – Photographs of Bottiger’s hut MIHCC from the
M. Hardy collection. Clockwise from top left: (a) Bottiger and friends
(b) expanded view of Bottiger’s hut in Nelly Bay (c) Bottiger’s hut after the
sea had altered the original beach. (d) reconstructed hut in approximate
position (e) artist with reconstructed hut.

For the Waters’ edge – creating environments project, I
have recreated a three-quarter replica of Bottiger’s hut,
which I placed on a raft and floated close to the area
where the original hut was erected. By building the hut
on a raft, I hoped to recreate the original ‘floating’ hut
in all its humble splendour in the middle of Nelly Bay
Harbour, contrasted against the large modern resort
buildings, which have recently been built in the vicinity
of the site where the hut and Our Island Home were
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Drift bottle no. 0852
Pam Lane

Cockle Bay, Magnetic Island October 2008.
Clay, sticks, card and plastic flotsam and jetsam.
Photograph by Andrew Rankin
When first considering the Waters’ Edge – creating
environments project an image of plastic litter washed
up on the shorelines was my primary focus. Currently
there is an incredible amount of litter accumulating in
the marine environment, the most infamous of which
is the Great Pacific Garbage Patch. This Patch (also
described as the Eastern Garbage Patch) is an area
of marine debris in the central North Pacific Ocean
characterised by exceptionally high concentrations
of suspended plastic and other debris trapped by the
circular ocean current of the North Pacific Gyre.
It was the discovery that an approximate estimate of
80% of this plastic litter originates from discarded inland
refuse that inspired my artwork.
Nearly all refuse discarded on land eventually makes its
journey into the waterways. From there it floats through
the waterways to the sea then travels the ocean currents
to wash up onto shorelines or ends up drawn into one of
the floating garbage dumps accumulating in the five
major oceanic gyres.
The environmental consequences are monumental
given the incredible time taken for plastic litter to
disintegrate, the damage to marine life through
entanglement and the toxins retained by plastic. As
well as damaging the natural environment, there is the
important issue of ingestion by marine life, which also

raises the question of plastic being introduced into our
food chain. Although of benefit, recycling plastic has its
own complications and doesn’t reduce the amount of
virgin (new) plastic introduced into the world.
The bottles in my installation are symbolic of historic drift
bottles originally released in their hundreds by scientific
bodies for the primary use of tracking ocean currents.
They have also been used for other purposes including
the simulation of drifting marine larvae; tracing oil spills;
and tracking the spread of seed dispersal. Each bottle
contained a card requesting the finder complete the
details of recovery and return to the researching body.
The research these bottles symbolically represent aims
to discover the path and time taken for inland refuse to
reach the waters edge of the island (Magnetic Island
for my work) where they are ‘washed up’ on. Upon
discovery the finder is spontaneously drawn into an
enthusiastic contribution to the researchers cause.
The anticipation for my work with its combination of plastic
detritus, drift bottles and cards is that the experience
could lead to an awareness of the contributing role
each individual may undertake in their everyday actions
(e.g. the amount of plastic their personal demands bring
waste into the environment and the potential ‘resting
place’ for that discarded waste).
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Congregation of life
Pam Lane

Town Common, Townsville Oct 2008.
Cardboard, sticks, and plaster of Paris.
Photographs by Jill Chism
At the meeting point of land and water there is a
particularly rich area that fills a disproportionate
percentage of human and animal needs. As the wealth
of birdlife in the wetland environments at Townsville Town
Common flock to the shrinking waterholes throughout
the annual dry season, this becomes apparent.
My artwork is a symbolic ‘city’ reflecting
humankinds
likewise
condensed
congregation
around water. Our preference however is not
for survival needs alone but also the aesthetic
and lifestyle advantages of waterfront living. In
Australia, this is particularly evidenced by the fact that
the overwhelming majority of humankind lives within
100 km of the sea.
The materials chosen for construction are inspired by
today’s rapid residential developments that focus on
cheap building materials and speed of construction. A
cardboard shell forms the interior of the houses, which
are dipped in plaster to create the durable coating.
The precarious positioning of these ‘houses’ on sticks
symbolises the danger posed by shifting shorelines,
so often contributed to by our own disregard for the
vegetation stabilising the waters edge. Without the
shoreline the structure topples on its now inconsequential
foundations, the water rapidly disintegrates the interior
leaving just a shell of building rubble.
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Magnetic Island quarantine
Barbara Pierce

West Point Magnetic Island October 2008.
Plates, door, wood, stained and sewn cloth.
Main photograph by Barbara Pierce
Magnetic Island was where local quarantine history
began and details of this history inform my work on site:
‘jetty and plates’ was based on the facility’s relocation
to the mainland by sea in which a large number of
plates were lost due to rough weather while the rules of
the Quarantine Act and ‘class’ system informed ‘Twelve
hundred ounces’. Evidence of island quarantine history
now is minimal – any remnants have blended in with
the landscape.
jetty and plates responded to the story of the plates
and my idea as to the placement for the original jetty. I
floated a square frame of recycled timber (each length
equal to my height or span of outstretched arms and
painted yellow on top) at the waters’ edge. Attached
to the square, jetty-like, was a yellow timber household
door. Doorways signify the entry/exit aspect of the
quarantine process. Plates were stacked or scattered
beneath the water’s shallow surface within and
surrounding the floating timber. Other floating cloth
work was created relating to doorways also.

the processes of quarantine. Individual lengths came
to represent people and their stories and as I worked
I thought about the beginnings and endings of lives
and stories. Through the cloth work, I attempted to join
people from all ‘classes’ and varying backgrounds
together by using a surface treatment that did not
greatly differentiate one from another.
Bundles were weighed at the completion of the process
- an evaluation of sorts - at the beginning of life we
are given a measurement and a weight and at the
end of a story we evaluate or ‘weigh up’ whether it
was worth the read. This work stems from my desire to
understand an individual’s experience of quarantine –
those unheard voices of the past create a background
for the present.

Twelve hundred ounces was inserted into the sand
- framed by the same square of timber. The interior
was filled with rows of sand-coloured lengths of folded
cloth. During my working process a system of ‘rules’
regarding the cloth treatment evolved. There was
a loss of freedom of movement of the cloth lengths
and the cleansing and organising tasks connected to
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Waterhole

Barbara Pierce
Town Common Townsville October 2008.
Vessels in wooden frame.
Photograph by Ed Pierce
A meshing of ideas developed into a series of
works I titled waterhole. Waterholes on the Town
Common empty and fill, as they do elsewhere,
according to a cyclical pattern. Water attracts
bird life, the numbers of which vary depending
on the presence or absence of water. In the dry,
the waterholes shrink, and the birds move closer
together.
Aside from this I reflected upon the essential
repetitive task for some involving the getting of
water – walking to waterholes and carrying vessels
empty and full. I considered the quantity of water
required to meet basic needs and the volume of
water I had at my disposal.

size and placing or grouping them in such a way
that something of a connection to a mixed flock
of grounded birds was made. All vessels remained
upright – empty, waiting to be filled.
After a period of reflection, the timber was removed
systematically in a careful and deliberate manner
until the vessels existed in the landscape without the
presence of the frame. The gradual slipping away
of the physical framework became synonymous
with the quiet withdrawal of self. Filling the frame
represented the connecting of self to others
elsewhere; separated by circumstances, time or
place – touching briefly upon and integrating with
- strands of their stories. Emptying and filling were
integral parts of the process.

To create waterhole I used four lengths of
recycled household timber (each length equal to
my height or span of outstretched arms) to frame
a square of floor in the house during a process
of collecting vessels. Household shelves were
emptied of selected receptacles and added to
others bought second hand. As I delivered vessels
to the square, filling it, volume was added as a
measurement. On two sites at the Common the
timber lengths were placed on the dry ground to
form the square before the filling process began.
My intention was to connect with the bird life by
choosing containers of varying colour, shape and
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What’s left behind
Tracey Heathwood

Cape Hillsborough, August 2008.
Found sticks, red cotton thread.
Main photograph Jill Chism
This work explores our relationship to the tides. The ‘ebb
and flow’ of the tides is not unlike the ‘waxing and waning’
of our own emotions and personal relationships. Woven
silhouettes on the shore were designed like intricate
fish traps, to capture the small amounts of debris that
indicate the height of the tide each day. The silhouettes
referenced old photographs of my family, who have
interacted with the water’s edge around Mackay over
many generations.
Some works remained unscathed by the rising and
receding waters; some were submerged, buried by sand,
then excavated; and some washed away completely.
I like this analogy - some of us are unaffected, some of
us fight and survive and others don’t survive.
The work also references my personal experience of
the recent Mackay floods, where I found myself wading
through waist-high water at the tide’s peak. I was also
left with a tidemark, on my clothes and in my house,
indicating where the water had been.
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Still water

Tracey Heathwood
Broken River Eungella, August 2008.
Foam core, wax, fishing line.
Photographs Jill Chism
Increased levels of E. coli in the water have resulted
in the discouragement of swimming in Broken River.
I swam in the river as a child. I am also a keen lap
swimmer and, given the chance, will swim anywhere
regardless of the temperature of the water! I find it so
sad and disappointing that we are no longer able to
interact with Broken River in this way.
I have created floating works inspired by magnified,
scientific images of the E. coli virus (and how it grows,
multiplies and attaches itself in ’clumps’). I assembled
these floating ‘viruses’ out of groupings of bathers/togs,
clumped together to form organic, growing shapes.
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Woodstock forty years on
Ashley Holmes

Broken River platypus observation deck, Eungella National Park, 10 August 2008.
5 x programmable LED scrolling text badges, 15 x solar panel modules 2.0 Volt 200mA,
clothes line, wooden clothes pegs, resealable sandwich bags, wires, alligator clips.
Abridged lyrics from “Don’t go near the water” by Alan Jardine & Mike Love (Beach Boys) 1971.
Photograph by Ashley Holmes
These days we have access to so much information
and entertainment via the internet, television and other
communication media. It is enchanting for this fifty-plus
year-old to find that on the net there are available audio
and video recordings of performances of songs that
were so much a part of my youth. Using a computer
I can seek out, and watch and hear the original
performers and survey many subsequent cover versions
including the most recent remixes. Culture is fun like that.
It portends to relive and reinvent in waves and cycles.
The youth culture of the so-called ‘baby-boomers’ is still
renowned for taking a stand for change against the ways
of their elders. At the time there was a sense of revolution
that arose out of increased political and environmental
awareness - afforded by the democratic freedoms of
speech, information and media that their elders had
striven for through world-wide war and conflict. This was
reflected in the so called ‘protest songs’ of the sixties.
Since those heady times, has my generation failed to
fundamentally change our ways – especially as we
have matured, taken on responsibilities, and struggled
day-by-day to maintain the standard of living that we
have become accustomed to?

This was the question that was on my mind as I joined the
Waters’ edge – creating environments artistic project. I
decided to select lyrics from popular protest songs and
to re-use them as texts.
It was ironic that the first workshop I participated in
for the project took place in the pristine National Park
environment at Cape Hillsborough. There’s not much
one can complain about when given the opportunity
to work on the beach there for a week. I decided
to work with the electronic and digital technology
because I thought it would contrast significantly with
that natural background. So I collected together some
programmable scrolling text displays and solar cells to
take along with me. It turned out that the items used
to ensure that my work did no damage and left no
remnants in the park: a clothes line, clothes pegs and
sealable plastic sandwich bags, became part of the
symbol set I worked with – along with the technological
items, and of course, the lyric texts themselves.
The lyrics I used at Cape Hillsborough were from the
chorus of Joni Mitchell’s haunting song from 1969 called
“Woodstock”. They are also used in the mixed media
sculptural work that hangs in the touring exhibition. The
song holds a cosmic lens to human existence. Carbon is
continued over...
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a building block of life as we know it. But human activity in
the giant ecosystem we call earth is of such a scale that
our collective actions can upset the natural balance of
essential elements. Mitchell’s focus on contemporary
humanity’s obsession with ‘progress’ at the expense of
sustainable practices makes her message more urgent
today than it was forty years ago. My mixed media
work “Woodstock forty years on” highlights the dilemma
that we in Queensland particularly face because coal
exports provide for so much of the state’s livelihood.
At the Broken River site in the Eungella National Park I
was privileged to be able to install my work adjacent to
the viewing platform where sightseers trek by constantly
from dawn til dusk hoping to catch a glimpse of the
resident platypi. Because there is some concern about
sustaining water quality at the site I chose to display
abridged lyrics from the 1971 song by Alan Jardine and
Mike Love (the Beach Boys), “Don’t go near the water”.
Documentation of this installation features among the
photo enlargements that tour with this exhibition.

Don’t go near the water1
Don’t you think it’s sad?
What’s happened to the water?
Our water’s going bad
Oceans, rivers, lakes and streams
Have all been touched by man
The poison floating out to sea
Now threatens life on land
Don’t go near the water
Ain’t it sad?
What’s happened to the water?
It’s going bad
Don’t go near the water
Don’t go near the water
Toothpaste and soap will make our oceans a
bubble bath
So let’s avoid an ecological aftermath
Beginning with me
Beginning with you
Don’t go near the water
1. By Alan Jardine & Mike Love of the “Beach Boys” from 1971.

59

A second life
Ngaio Lenz

Cape Hillsborough, August 2008. Found objects/
flotsam and jetsam from Mackay beaches.
Photograph by Jim Cullen
The project Waters’ Edge – creating environments
gave me a unique opportunity to explore further my
connection with everyday objects, particularly with
driftwood and other objects that float in on the tide.
Previously as an Interior Designer and currently as an
Assemblage artist and painter, I have enjoyed arranging
objects within an interior space or frame. This project
presented me with the opportunity to further explore
objects in relationship to the natural environment.
Living at Eimeo, on the edge of the beach, means I
have a close affinity with beach life and a deep interest
in the flotsam and jetsam that finds its way to the Eastern
seaboard. For instance, how much of it is ejected from
marine vessels and how much is simply discarded land
waste that eventually makes its way down to the ocean
through inland waterways to float across oceans to
foreign shores.
My work is essentially a re-cycling of these objects giving
them a purpose and drawing attention to their beauty
as well as the issues of waste and consumption.
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Sink or swim
Ngaio Lenz

Broken River August 2008.
Driftwood and chicken wire.
Photograph Ashley Holmes
In Sink or Swim I address the global issue of fragile and
damaged water systems. The leaky boat is constructed
of driftwood and chicken wire, suggesting a notion of
barely floating. The current carries the crosses as they
dangle from the boat indicating the sombreness of
environmental issues.
The local focus of this work is on the high amounts of
E. coli in the water and the necessity to preserve the
platypus population and other eco-systems that rely on
a pollutant free environment.
Images:
Page 64 – Water dreaming. Jill Chism.
Lawn Hill National Park, August 2007.
Seeds from the Leichhardt tree.
Photograph by Jill Chism
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